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1	
Running	around	a	track,	I	distracted	myself	by	changing	one	letter	in	a	word	
at	a	time.	Race,	rate,	rake,	lake,	like,	hike.	Loops	around	a	field	looped	back	to	the	
same	word	as	I	ran	out	of	shifts.	Write,	wrote,	wroth,	broth.	Sometimes	I	allowed	a	
leap	by	homonym.	Write,	wrote,	rote,	tote,	mote,	moat.		
	
How	far	is	fold	from	open?	Fold,	fond,	fend,	wend,	weed,	seed,	seen,	scene,	
scent,	scant,	scan,	span,	spun,	stun…	more	leaps	than	laps.	Vowel-to-consonant	
swaps	can	trip	me	up,	addition	and	subtraction	sometimes	needed.	Open,	oven,	
coven,	cover,	lover,	clover,	plover.		
	
Can	my	paintings	flop,	flip	their	way	into	another	state?	I	tint,	I	tilt.	I	mend,	I	
meet,	I	mete	a	mite,	I	mine	a	line,	align.		
	
---	
	
In	my	work,	delicate	washes	form	blocks	of	color,	hitting	up	against	hard	
edges	lined	in	pencil	or	fading	out.	The	surfaces	are	textured	and	irregular,	floating	
on	the	wall.	Geometry	is	softened	by	muted	color,	fragile	lines,	imprecise	edges.	
They	approximate	a	rectangular	shape	-	corners	with	right	angles	-	but	loosen	their	
edges,	flow	a	bit,	curve	outward.	Wavering	lines	abut	where	a	crease	forms.	A	cut	
edge	sheds	threads,	then	drops	tongue-tied	into	the	fold.	Resin	seeps	between	
layers,	leaving	parallel	marks	showing	through.	Edges	unravel	and	are	tucked	in.	
Pieces	are	pinned	up,	folded,	wrapped,	tied.	
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My	paintings	are	influenced	by	Agnes	Martin,	whose	washes	of	muted	color	
underlay	pencil-drawn	lines	and	grids,	creating	a	quiet,	meditative	experience.	
Martin	pursued	the	transcendental,	working	on	large	canvases	to	encompass	her	
body	and	the	body	of	the	viewer.	Her	work	searched	for	an	ideal	in	the	vein	of	
classical	Greeks.	She	wrote	of	her	work,	“Classicists	are	people	that	look	out	with	
their	backs	to	the	world	/	It	represents	something	that	isn’t	possible	in	the	world	/	
More	perfection	than	is	possible	in	the	world”	(Martin	37).	Martin	asks	a	viewer	to	
slow	down	in	order	to	observe	each	of	her	marks,	and	that	slowness	allows	the	kind	
of	meditative,	searching	experience	that	she	wrote	about.			
I	share	Martin’s	investment	in	delicacy	and	a	soft	mark,	and	use	similarly	
slow,	subtle	gestures	to	create	experiences	of	quiet	emotion.	However,	my	work	
differs	in	that	I	am	less	interested	in	the	sublime	than	in	everyday	emotion:	casual	
warmth	and	comfort,	playfulness,	ease.		My	focus	is	the	irregularity	of	a	poured	
liquid;	the	slow	release	of	an	ironed	crease;	the	push	and	pull	of	care	against	things	
drooping	apart.	My	work	is	small:	between	six	and	twelve	inches.	At	this	small	size,	
a	viewer	needs	to	come	close	to	spend	time	with	the	work.	I	work	small	because	I	
am	thinking	about	touch	and	a	close	relationship	to	the	work.	I	hold	the	paintings	in	
my	hands	as	I	make	them.	I	flip	them	around,	balance	them	on	three	fingers	as	my	
brush	makes	a	tiny	mark.	I	add	layers	through	wrapping,	collaging,	or	pouring.		
I	am	also	interested	in	the	idea	of	the	decorative.	John	Ruskin	wrote	about	
the	decorative	as	art	or	craft	that	is	“fitted	for	a	fixed	place”	–	not	“portable,”	as	
paintings	on	canvas	are,	but	fixed	and	appropriate	to	the	structure	that	supports	it,	
as	a	fresco	on	a	wall	or	pattern	on	a	jug	(Ruskin	47).	Ruskin	writes	about	which	
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particular	types	of	decoration	are	most	appropriate	to	particular	places,	but	his	
general	rule	is	that	artists	should	be	seeking	a	type	of	rightness	that	matches	an	
ornament	to	its	substrate.	If	they	do	so,	he	says	the	result	will	be	“to	dispense,	
through	the	peaceful	homes	of	nations,	the	grace	and	the	preciousness	of	simple	
adornment,	and	useful	possession”	(Ruskin	67).	
Through	the	lens	of	this	history,	I	think	about	the	interplay	of	the	material	
and	the	illusionistic	in	my	work.	Though	my	work	is	not	site-specific	in	the	way	
Ruskin	writes	about,	I	think	about	his	idea	of	work	being	right	for	its	place	in	the	
way	I	think	about	embedding	image	in	substrate.	As	Ruskin	sees	it,	fabric	is	a	
material	which	inherently	carries	the	decorative	by	being	both	pattern	and	
structure.	I	use	fabric	simultaneously	as	part	of	a	support	or	structure	and	as	lines	
for	a	drawing,	color,	shape,	or	gesture.	In	casting	my	resin	panels,	I	am	making	
paintings	where	structure	and	image	are	entwined.	Each	mark	records	an	action,	
evoking	slow	attention	that	approaches	Ruskin’s	“grace	and	preciousness.”	A	
fleeting	moment,	an	un-fixed	thing,	is	pulled	gently	to	stillness.		
This	interplay	between	structure	and	image	also	plays	out	in	the	work	in	my	
use	of	shallow,	compressed	space.	Angled	lines	or	triangles	that	suggest	depth	are	
countered	by	the	soft	presence	of	surface	texture	or	color.	Where	materials	create	
physical	depth	or	suggest	an	interior	being	wrapped,	the	shallowness	of	the	object	
and	its	display	on	the	wall	deny	that	interior.	A	viewer	is	caught,	wrapped	up	in	this	
pinned-in,	shallow	space.		
By	working	within	this	shallow	space,	I	emphasize	the	tactile	qualities	of	the	
work,	allowing	each	gentle	gesture	of	folding,	wrapping,	tying,	tinting	to	be	visible	in	
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the	surface	of	the	painting.	In	an	essay	about	Seurat’s	drawings,	Carol	Armstrong	
relates	the	tonal	effects	of	drawing	on	textured	paper	to	Seurat’s	pointillist	painting	
practice,	arguing	that	the	paintings	are	not	mere	illustration	of	optical	color	theory,	
but	rather	share	with	the	drawings	a	material	interest	in	surface.	Armstrong	relates	
this	to	the	making	of	tapestry,	textiles,	and	dot	matrices,	writing,	“That	work	in	the	
matrix,	as	opposed	to	on	a	plane,	is	close-up,	material,	and	embodied,	tactile	as	well	
as	optical,	plural,	and	generative”	(Armstrong	17).	I’m	interested	in	this	idea	of	the	
surface	as	the	place	where	vision	and	touch	–	optical	and	material	–	happen	in	
tandem.	Armstrong	writes	about	Seurat’s	work	being	touched	at	every	point	across	
the	surface,	and	that	the	overall	effect	of	that	is	a	feeling	of	slowness	and	materiality.	
I	think	about	this	with	my	work,	transforming	different	materials	to	slow	the	
reading	of	the	work	while	creating	a	feeling	of	care	and	thoughtfulness.		
Making	the	paintings	is	a	process	of	tiny	shifts.	I	lift	a	corner	or	press	a	seam.	
I	move	a	fold	an	inch,	iron,	try	again.	I	wrap	thread	around	a	panel,	tying	it	at	the	
front,	then	the	back,	then	untying	and	pinning	it	to	the	wall	instead.	I	recut	an	edge	
at	a	slight	angle.	I	move	a	bar	up	or	down	to	alter	the	curve	of	a	hanging	scrap	on	a	
line.	I	feel	each	gesture,	leaving	each	action	with	its	consequence	visible.		
In	the	installation	of	the	thesis	exhibition,	I	spread	a	bolt	of	white	mesh	fabric	
across	the	length	of	the	wall	and	drew	diagonal	marks	in	pencil	over	the	surface,	
then	hung	the	paintings	over	this	fabric	backdrop.	The	pencil	drawing	tints	the	wall	
just	slightly	gray	from	a	distance,	creating	a	soft,	quiet	zone	for	the	paintings	to	live	
and	breathe	within.	As	a	viewer	approaches,	the	legible	directional	marks	appear.	
But	because	of	the	hexagonal	weave	of	the	fabric,	the	marks	dissipate	when	a	viewer	
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stands	close	to	the	paintings,	creating	an	ephemeral	scrim,	moiré-ing	and	breathing	
slightly	against	the	wall.	To	make	this	installation,	my	hands	touched	each	point	
across	the	wall	where	my	paintings	would	hang:	another	close,	tactile	encounter	
applying	the	slow,	precise	decision-making	I	use	in	my	paintings	to	the	large	scale	of	
the	wall.		
In	its	final	version,	my	painting	Cleft,	Weft	is	only	two	moves:	fold	the	fabric,	
pour	the	resin.	But	in	the	lead-up	to	those	final	two	actions,	there’s	a	much	longer,	
slower	process:	I	choose	the	fabric,	align	the	stripes,	adjust	them	over	and	over.	I	
iron	in	a	crease	to	hold	them.	In	pouring	the	liquid	resin,	I	hope	that	that	
adjustments	I	have	made	will	hold,	or	in	case	they	don’t,	that	something	else	
interesting	will	happen.	Then	I	trim	the	fabric	to	the	size	of	the	pour.	I	decide	the	
piece	is	finished	if	it	sparks	a	kind	of	twisting	play:	a	simple	gesture	atop	which	
many	lines	run.	Just	one	wrinkle	in	a	plan,	as	lines	meet	and	greet.	Cleave,	weave;	
cleft,	weft.	Waves	across	the	surface.	A	pleat,	complete.		
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